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Foreword 


-e childhood, 1 have had a fascina- 
with colorful things. It was surely 
. : > the aspiring artist within, beg- 
- c to beset tree. I remember my first 
e amstic desire being motivated by 
in episode of Captain Kangaroo. 
rarola Crayons sponsored that 
■ ’ <w, and The Captain was holding 
■‘P very realistic drawings done with 
rhem. My eyes opened wide when I 
saw one particular drawing. It was a 
rainbow trout, with all of its vibrant 
hues. It looked just like a photo¬ 


graph. I couldn’t believe it was 
drawn with crayons, and it created 
a burning desire to learn. I prom¬ 
ised myself on that very day, at the 
ripe age of five, that someday I 
would draw like that! 

Well, that day has come, and I 
couldn’t be happier or more ful¬ 
filled. It was an answer to my 
prayers. But it was also the result of 
a lot of hard work. 

As I drew the illustrations for 
this book, I was once again filled 


with the childlike joy of producing 
such magnificent colors. I am sure 
that you will enjoy the same type of 
feeling as you learn to draw birds. 
Like me, you will need a lot of prac¬ 
tice and dedication to achieve the 
realistic work that you are seeking. I 
am a testimonial to what can happen 
if you work hard. I didn’t have much 
guidance, and taught myself these 
techniques. Allow me to guide you, 
and you will be drawing great-look¬ 
ing birds in no time. 


Introduction 


^eacome to the wonderful world of 
err* ng birds. Few subject matters in 
css »• orid will offer you such a wide 
*i t" if colors, shapes and sizes, 
r-urjcteds of books have been written 
icvcc these magnificent creatures. 
Tterr are thousands of varieties of 
arcs ~ m which you can choose to 
They hold for us an endless 
:ctt> '-tunny for creating masterpieces. 

Coic red pencil is a wonderful tool 
t r rearing them. No other medium 
— e versatility to create all of the 
- nd textures so realistically. 

~e guide you to some of the 
s rtautiful drawings you’ll ever 


notice that there are quite a 
r rarrxs in this book. That is 
• my birth name is Polly. (I 
: :i to Lee due to the wise- 
• cr .sing up! You guessed it— 
i *ant a cracker?”) 

' sb nigh I didn’t enjoy the 
ir asuch, I've had a fondness for 
ns all >r my life. I hope you will 
i boiang at them as much as 1 
* me them. 
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You Can Do It! 


1 . very one has doubts about their 
creative abilities at first. Trying some¬ 
thing new is never easy. You have 
purchased this book because you like 
birds and have a desire to draw them 
realistically. That is exactly what it 
will teach you to do. 

This book is not a “bird book” in 
the true sense of the phrase. It will 
not describe the various species and 
where they can be found. It will not 
tell you their particular diets, mating 
rituals or the origins of the species. 
Any field guide can tell you that 
information. 

This book is designed to make you 
look at birds in a different way. An 
artist must see things differently. You 
must disassociate with much of what 
your subject “is” and see it for “what 
it looks like.” This is the process for 
drawing everything, not just birds. 

1 am fortunate in the respect that I 
am not only an artist but also a pho¬ 
tographer. The photos in this book 
are my own. Having this skill allows 
me to first capture on film the subject 
I intend to draw. For those of you 
who do not excel in photography, I 
recommend practicing drawing from 
magazine photos. There are many 
interesting ones available. 

There is also an excellent book 
available from North Light, called 
the Artist’s Photo Reference: Birds, 
by Bart Rulon, that is a wonderful 
source of drawing material. 


It is imperative that you learn to 
see the “shapes” of what you are 
drawing. The shapes of a bird are 
very recognizable. We usually think 
of birds as being perched on a limb, 
or soaring in flight, wings out¬ 
stretched. Seeing these obvious 


shapes is the first step to drawing 
realistic birds. 

As children, even at an early age, 
we begin to capture our world with 
pictures. We can all remember hav¬ 
ing crayons in hand, drawing what 
was most familiar. Certain subjects 



BIRD SILHOUETTES 

The two silhouettes here show the obvious 
outlines of both a bird in flight and a bird 
perched on a limb. 
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were captured more than others, 
such as our families, our houses, trees 
and pets. But birds are around us all 
of the time. Unfortunately, as adults 
we don’t notice them as much as we 
did as children. A child sees them and 
captures them early in their art. At 
first, the shapes are simple, and only 
the most obvious get captured in the 


art. But as we get older, we add more 
information into the picture. And 
once we add some training and prac¬ 
tice, look out! 

Take a look at the drawings on 
this page, and see what a difference 
guidance and training can make. This 
is the type of result you, too, can 
expect. By following the step-by-step 


projects in this book, you will over¬ 
come any fears you might have 
about colored pencil. I had a terrible 
beginning when I first tried them. 
Without any guidance, I struggled 
with them, and my drawings looked 
like they had been drawn with 
crayons. But, I never gave up. Now, 
it is one of my favorite mediums. 



AN ADULT DRAWING 


This is a typical rendition of a bird as drawn by an adult. My sixteen 
•ear-old daughter drew it. Although the general features of the bird, 
such as shape and color have been captured, the artistic realism is 
lacking. 

Drawing by LeAnne Hammond. 



AFTER SOME TRAINING 

After I showed her what to look for as an artist, this second drawing 
takes on more realistic qualities. After LeAnne practiced the colored 
pencil techniques and then applied them to her drawing, the bird 
looks wonderful! The realism of the bird has been captured. 


Vou Can Do ft! 


9 



C- h a p \ & r 


T IV o 


Getting Started 

Using the Proper Pencils 


Each brand of colored pencil has a 
different appearance when used. 

Each pencil is made differently to 
create an unique effect. 1 can’t easily 
answer which pencil is “the best,” or 
which one 1 like the most. It really 
depends on the final outcome and the 
"look” I want my work to have. 
Rarely will 1 use just one brand of 
pencil to complete a project. Any one 
of them alone is somewhat limited. I 
have found that by using a combin¬ 
ation of pencils, 1 can create more 
variety in my techniques. This 
enables me to achieve the look I’m 
trying to accomplish. The following 
is an overview of the six types of 
pencils I like the most. 

PRISMACOLOR PENCILS 

I’rismacolor pencils have a thick, 
soft wax-based lead that provides a 
heavy application of color. They are 
opaque and will completely cover the 
paper surface. They are excellent for 
achieving smooth, shiny surfaces and 
brilliant colors. The colors can be 
easily blended to produce an almost 
"painted” appearance to your work. 
They come in a huge selection of 
colors: 120 or more. 

VERITHIN PENCILS 

Verithins also have wax-based lead, 
but have a harder, thinner lead than 
the Prismacolors. Because of their less 
waxy consistency, they can be sharp¬ 


ened to a very fine point. They are 
compatible with Prismacolor but are 
more limited in their color range, 
which is thirty-six. I use Verithins 
whenever I want the paper to show 
through because they cannot build up 
to a heavy coverage. They can give you 


very sharp, crisp lines. They are good 
for layering colors without the colors 
mixing together. The Prismacolors 
can give your work a painted appear¬ 
ance; the Verithins give your work 
more of a “drawn” look. 



KuwnoD. paisMAC0i.GR pens- 

<”™«- PRISMACOLOR PC938 


Prismacolor pencils. 



Verithin pencils. 
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COL-ERASE PENCILS 

Unlike Prismacolor and Verithin, 
Col-erase pencils can be easily erased. 
They can also be blended with a 
stump or tortillion, giving them the 
look of pastel. Although these pencils 
have a limited palette of colors (only 
twenty-four), the ability to blend 
colors makes them quite versatile. 

-n i i i _J, . 


consistency, it is hard to achieve 
extreme darks. Left unsealed, with¬ 
out applying a fixative, they look like 
pastel. Spray them with fixative, and 
they can resemble watercolor. 

STUDIO PENCILS 

Studio pencils, by Derwent, are 
somewhat like a composite of the 

—1 L-—.1 -T-U 


colors. Applied heavily, they can cre¬ 
ate deep, dark hues. Applied lightly, 
they can be blended with a tortillion. 
They also have a sister pencil called 
the Artists line, which is the same for¬ 
mulation with a bigger lead diameter. 
1 use the Studio line because 1 prefer a 
sharper point. Also, because it is clay- 
based, it will not build up color as 



STUDIO 

This bluebird was drawn with the Studio pencils. Because the tones 
are blended with a tortillion, it has a softer look to it than the previous 
two drawings. 



WATERCOLOR 

This bluebird was done with Watercolor pencils. It looks much more 
like a painting than a drawing. 
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Technique 


As with any technique, there is a 
right way and a wrong way to pro¬ 
ceed. The most common complaint I 
hear about drawings made with col¬ 
ored pencil is that they can look like 
crayon drawings instead of a nice 
piece of art. This is just a misunder¬ 
standing of how the medium should 
he used. It is very important to learn 
how to apply the pencils properly. 

The first example below looks 
very much like crayon. The rough, 
uncontrolled fashion in which it has 
been applied appears childish. 

The second example looks much 
better. The pencil lines have been 
applied smoothly, so the distinct lines 
are not evident. The result is a 
smooth gradation of tone from dark 
to light, with no choppiness. This 
type of control in application leads to 
good artwork. 



A scribbled approach when applying colored 
pencil will produce a look similar to crayon. 



Applying color using controlled pencil lines 
produces an even gradation of tone. 


COLOR 

A good understanding of colors and 
how they work is essential to draw¬ 
ing. It all begins with the color wheel, 
which illustrates how colors relate to 
one another. 

The basic groups of colors are pri¬ 
mary and secondary colors. Another 
categorization is warm and cool col¬ 
ors. A third is complementary colors. 
Within these classifications, you will 


encounter shades and tints. 

There are three primary colors: red, 
yellow and blue. They are pure colors. 
Mixing these colors in different 
combinations creates all the other 
colors. Mixing two primary colors 
makes a secondary color; for 
instance, red mixed with yellow 
makes orange. Secondary colors can 
be found in between the primary 
colors on the color wheel. 



The color wheel. 
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The warm colors consist of yellow, 
yellow-orange, orange, red-orange, 
red and red-violet. Tire cool colors 
are violet, blue-violet, blue, blue- 
green, green and yellow-green. 

Complementary colors are oppo¬ 
sites on the color wheel; for example, 
red is the opposite of green. Opposite 
colors can be used in many ways. 
Mixed, complements become gray. 

For shadows it is always better to 
mix a color with its opposite, rather 
than adding black. 

An opposite color can also be used 
to “complement” a color, or make it 
stand out; for instance, to make the 
color red stand out, place green next 
to it. This is the most frequent color 
theory found when working with 
flowers and nature. Because almost 
all stems and leaves are green and 
many flowers are red or pink, the 
flowers have a very natural way of 
standing out. 

Shades and tints are also impor¬ 
tant. A shade is a darker version of 
itself. A tint, on the other hand, is a 
lighter version. Shades and tints are 
the result of light and shadow. 

There are two more terms that 
apply to color: hue and intensity. Hue 
is color applied lightly; intensity is 
color applied brightly. Unlike shades 
and tints, which use other colors to 
change the way they appear, hue and 
intensity apply to the overall concen¬ 
tration of color. 

Experimenting with color is fasci¬ 
nating. As you proceed through this 
book, you will see many examples of 
using color creatively. 



A value scale made 
with warm colors 
(red, orange and 
yellow). 



A value scale 
made with cool 
colors (violet, blue 
and green). 


A value scale made 
with complementary 
(opposite) colors 
(blue and orange). 


Shades and tints of 
red, as seen on a value 
scale. The middle 
section is the true 
color. Everything on 
the left is a shade; 
everything on the right 
is a tint. 


Greater intensity 
is achieved by 
increasing the hue. 





Technique 



The Simple Egg 


So what comes first, the chicken or 
the egg? It is an age-old question. 

But, for us artists, the answer is easy. 
I'he egg! It is the overall shape most 
obviously seen within the form of a 
bird, and shape is everything. In fact, 
the simple-looking egg may be the 
most important drawing in the whole 
book. It contains every element 
necessary for creating a realistic- 
looking drawing of a bird. 



THE MOST 
COMMON SHAPE 

The egg is the most 
common basic 
shape seen within 
the form of a bird. 



Look for the egg shapes within the form of this chick. This line drawing shows how the simple egg shape is repeated four 

times to create a small chick. Notice how the body of the chick is thick 
and appears divided down the middle. For this reason, it is better to 
use four egg shapes, rather than two, when creating it. 
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The Five Elements of Shading 


Because it is important to fully under¬ 
stand what it takes to create depth 
and realism in your work, I begin all 
of my books with the same informa¬ 
tion: the five elements of shading and 
practice exercises of the sphere. The 
five elements of shading can be found 
in every three-dimensional shape, 
including the little egg and the chick. 
The five elements of shading are as 
follows (listed in order from darkest 
to lightest): 


1. Cast shadow. This is the darkest 
part of your drawing. It is under¬ 
neath the sphere, where no light 
can reach. It gradually gets lighter 
as it moves away from the sphere. 

2. Shadow edge. This is where the 
sphere curves and the rounded 
surface moves away from the 
light. It is not the edge of the 
sphere, but is inside, parallel to 
the edge. 

3. Halftone area. This is the true 
color of the sphere, unaffected by 
either shadows or strong light. It is 


found between the shadow ecce 
and the full light area. 

4. Reflected light. This is the light 
edge seen along the rim of the 
sphere. This is the most imp >rtanr 
element to include in your draw ¬ 
ing to illustrate the roundnc^ * 
the surface. 

5. Full light. This is where the - 
hitting the sphere at its strongest 
point. 

Look at the egg again. Can \ < >u 
see all of these elements there? 



Shadow Edge 




Full Light 


Reflected Light 


Cast Shadow 


Halftone area 
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Drawing a Sphere Step-by-Step 


Using this step-by-step example, 
practice drawing the sphere. I have 
used the Verithin pencils for this 
exercise. After drawing the sphere, 
practice drawing the egg also. Apply 
the five elements of shading as well. 
The more of this you do now, the 
better your drawings will be later. 


COLORS USED 

Dark Brown. Poppy Red and Canary Yellow. 



1 Trace around a circular object, or use a template to 
give yourself a round outline. With Dark Brown, add 
the cast shadow below the sphere. Also add the shadow 
edge. Remember, this does not go to the edge of the 
sphere, but is inside, parallel to the edge. The space 
between will become the reflected light area. 



Add Poppy Red, overlapping the Dark Brown Q With Canary Yellow, lightly overlap all of the colors 

— already there. You are now creating the halftone O already there. Lighten your touch, and gradually 

area. Work up gradually to the light area. Place some fade into the color of the paper in the full light area. 

Poppy Red below the sphere, over the cast shadow and 
around to the other side. This gives you the illusion of a 
tabletop. 
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Drawing an Egg Step-by-Step 


For additional practice, use this 
example of a step-by-step egg. It has 
been drawn with the Studio pencils 
and blended with a tortillion. It has a 
smoother look to it than the sphere 
exercise before, doesn’t it? 


COLORS USED 

Chocolate Brown. 



1 Lightly sketch an outline of an egg with your 
mechanical pencil. Go over it lightly with a 
Chocolate Brown Studio pencil. Place the cast shadow 
below the egg. Lightly apply the shadow edge, leaving 
room for the reflected light. The light is coming from the 
front on this example, so the shadow areas are off to the 
sides. 




2 Build your tone with the Chocolate Brown, until it 
looks like mine. This area is the halftone. Lighten 
your touch as you move toward the full light area. 


3 


With a tortillion, smooth the tones. Begin in the dark 

areas and work toward the lighter ones, lightening 


your touch as you go. Can you see how the color changes 
when blended? It takes on a warmer appearance. 


Technique 
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STUDIO 

This bluebird was drawn with the Studio pencils. Because the tones 
are blended with a tortillion, it has a softer look to it than the previous 
two drawings. 



WATERCOLOR 

This bluebird was done with Watercolor pencils. It looks much more 
like a painting than a drawing. 


The Different "Looks" of Colored Pencils 19 
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Technique 


As with any technique, there is a 
right way and a wrong way to pro¬ 
ceed. The most common complaint I 
hear about drawings made with col¬ 
ored pencil is that they can look like 
crayon drawings instead of a nice 
piece of art. This is just a misunder¬ 
standing of how the medium should 
he used. It is very important to learn 
how to apply the pencils properly. 

The first example below looks 
very much like crayon. The rough, 
uncontrolled fashion in which it has 
been applied appears childish. 

The second example looks much 
better. The pencil lines have been 
applied smoothly, so the distinct lines 
are not evident. The result is a 
smooth gradation of tone from dark 
to light, with no choppiness. This 
type of control in application leads to 
good artwork. 



A scribbled approach when applying colored 
pencil will produce a look similar to crayon. 



Applying color using controlled pencil lines 
produces an even gradation of tone. 


COLOR 

A good understanding of colors and 
how they work is essential to draw¬ 
ing. It all begins with the color wheel, 
which illustrates how colors relate to 
one another. 

The basic groups of colors are pri¬ 
mary and secondary colors. Another 
categorization is warm and cool col¬ 
ors. A third is complementary colors. 
Within these classifications, you will 


encounter shades and tints. 

There are three primary colors: red, 
yellow and blue. They are pure colors. 
Mixing these colors in different 
combinations creates all the other 
colors. Mixing two primary colors 
makes a secondary color; for 
instance, red mixed with yellow 
makes orange. Secondary colors can 
be found in between the primary 
colors on the color wheel. 



The color wheel. 
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The warm colors consist of yellow, 
yellow-orange, orange, red-orange, 
red and red-violet. Tire cool colors 
are violet, blue-violet, blue, blue- 
green, green and yellow-green. 

Complementary colors are oppo¬ 
sites on the color wheel; for example, 
red is the opposite of green. Opposite 
colors can be used in many ways. 
Mixed, complements become gray. 

For shadows it is always better to 
mix a color with its opposite, rather 
than adding black. 

An opposite color can also be used 
to “complement” a color, or make it 
stand out; for instance, to make the 
color red stand out, place green next 
to it. This is the most frequent color 
theory found when working with 
flowers and nature. Because almost 
all stems and leaves are green and 
many flowers are red or pink, the 
flowers have a very natural way of 
standing out. 

Shades and tints are also impor¬ 
tant. A shade is a darker version of 
itself. A tint, on the other hand, is a 
lighter version. Shades and tints are 
the result of light and shadow. 

There are two more terms that 
apply to color: hue and intensity. Hue 
is color applied lightly; intensity is 
color applied brightly. Unlike shades 
and tints, which use other colors to 
change the way they appear, hue and 
intensity apply to the overall concen¬ 
tration of color. 

Experimenting with color is fasci¬ 
nating. As you proceed through this 
book, you will see many examples of 
using color creatively. 



A value scale made 
with warm colors 
(red, orange and 
yellow). 



A value scale 
made with cool 
colors (violet, blue 
and green). 


A value scale made 
with complementary 
(opposite) colors 
(blue and orange). 


Shades and tints of 
red, as seen on a value 
scale. The middle 
section is the true 
color. Everything on 
the left is a shade; 
everything on the right 
is a tint. 


Greater intensity 
is achieved by 
increasing the hue. 





Technique 



The Simple Egg 


So what comes first, the chicken or 
the egg? It is an age-old question. 

But, for us artists, the answer is easy. 
I'he egg! It is the overall shape most 
obviously seen within the form of a 
bird, and shape is everything. In fact, 
the simple-looking egg may be the 
most important drawing in the whole 
book. It contains every element 
necessary for creating a realistic- 
looking drawing of a bird. 



THE MOST 
COMMON SHAPE 

The egg is the most 
common basic 
shape seen within 
the form of a bird. 



Look for the egg shapes within the form of this chick. This line drawing shows how the simple egg shape is repeated four 

times to create a small chick. Notice how the body of the chick is thick 
and appears divided down the middle. For this reason, it is better to 
use four egg shapes, rather than two, when creating it. 
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The Five Elements of Shading 


Because it is important to fully under¬ 
stand what it takes to create depth 
and realism in your work, I begin all 
of my books with the same informa¬ 
tion: the five elements of shading and 
practice exercises of the sphere. The 
five elements of shading can be found 
in every three-dimensional shape, 
including the little egg and the chick. 
The five elements of shading are as 
follows (listed in order from darkest 
to lightest): 


1. Cast shadow. This is the darkest 
part of your drawing. It is under¬ 
neath the sphere, where no light 
can reach. It gradually gets lighter 
as it moves away from the sphere. 

2. Shadow edge. This is where the 
sphere curves and the rounded 
surface moves away from the 
light. It is not the edge of the 
sphere, but is inside, parallel to 
the edge. 

3. Halftone area. This is the true 
color of the sphere, unaffected by 
either shadows or strong light. It is 


found between the shadow ecce 
and the full light area. 

4. Reflected light. This is the light 
edge seen along the rim of the 
sphere. This is the most imp >rtanr 
element to include in your draw ¬ 
ing to illustrate the roundnc^ * 
the surface. 

5. Full light. This is where the - 
hitting the sphere at its strongest 
point. 

Look at the egg again. Can \ < >u 
see all of these elements there? 



Shadow Edge 




Full Light 


Reflected Light 


Cast Shadow 


Halftone area 
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Drawing a Sphere Step-by-Step 


Using this step-by-step example, 
practice drawing the sphere. I have 
used the Verithin pencils for this 
exercise. After drawing the sphere, 
practice drawing the egg also. Apply 
the five elements of shading as well. 
The more of this you do now, the 
better your drawings will be later. 


COLORS USED 

Dark Brown. Poppy Red and Canary Yellow. 



1 Trace around a circular object, or use a template to 
give yourself a round outline. With Dark Brown, add 
the cast shadow below the sphere. Also add the shadow 
edge. Remember, this does not go to the edge of the 
sphere, but is inside, parallel to the edge. The space 
between will become the reflected light area. 



Add Poppy Red, overlapping the Dark Brown Q With Canary Yellow, lightly overlap all of the colors 

— already there. You are now creating the halftone O already there. Lighten your touch, and gradually 

area. Work up gradually to the light area. Place some fade into the color of the paper in the full light area. 

Poppy Red below the sphere, over the cast shadow and 
around to the other side. This gives you the illusion of a 
tabletop. 
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Drawing an Egg Step-by-Step 


For additional practice, use this 
example of a step-by-step egg. It has 
been drawn with the Studio pencils 
and blended with a tortillion. It has a 
smoother look to it than the sphere 
exercise before, doesn’t it? 


COLORS USED 

Chocolate Brown. 



1 Lightly sketch an outline of an egg with your 
mechanical pencil. Go over it lightly with a 
Chocolate Brown Studio pencil. Place the cast shadow 
below the egg. Lightly apply the shadow edge, leaving 
room for the reflected light. The light is coming from the 
front on this example, so the shadow areas are off to the 
sides. 




2 Build your tone with the Chocolate Brown, until it 
looks like mine. This area is the halftone. Lighten 
your touch as you move toward the full light area. 


3 


With a tortillion, smooth the tones. Begin in the dark 

areas and work toward the lighter ones, lightening 


your touch as you go. Can you see how the color changes 
when blended? It takes on a warmer appearance. 


Technique 
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Basic Shapes for Drawing Birds 


The following are all of the basic 
shapes seen when drawing birds. 

Each one has had the five elements of 
shading applied, giving them the illu¬ 
sion of form and realism. Each of 
these shapes should be drawn and 
practiced over and over, until the 
process becomes second nature to 
you. 

As you analyze these shapes, try to 
think of where each of them would 
be found in the shape of a bird and THE sphere 

its surroundings. Think of Other sub- Look for the five elements of shading here, 
ject matter as well, and you will see 
the importance of including these 
forms in your artwork. 


THE ECC 

This can be seen in the shape of a bird’s 
head, and also in the body. 





THE CYLINDER 

This shape can be seen in the neck area of a 
bird, and also in the trunks of trees. 



THE LONG CYLINDER 

This can be found in the legs of a bird. It also 
can be found in the necks of long-necked 
birds, such as ostriches and swans. The 
small limbs and branches of a tree will also 
be made up of this shape. 


Note— 

Refer back to the illustration of the chick, on 
page 22, and look for these shapes. 
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These two photographs clearly illustrate 
how the egg shape is seen within the body 
structure of a bird. The rhea and the 
flamingo have similar body shapes and 
necks. Even the shadow under the emu is 
egg shaped. It is important to identify 
these basic shapes early, before you begin 
your drawing. 


PHOTOGRAPH OF A FLAMINGO 

The same shapes can be seen in this bird. The flamingo has mucn 
thinner legs than the emu. 


PHOTOGRAPH OF AN RHEA 

The rhea is similar in appearance to the emu; its body is an obvious 
egg shape. The shadow is egg shaped as well. Look for the long 
cylinder in the shape of the neck and the legs. 


Techni-ju' 
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Graphing 


To draw anything with a high level of 
realism, it is very important for the 
shapes to be accurate. However, being 
able to see shapes accurately and trans¬ 
late them onto paper is not easy. While 
freehand drawing is often fun and 
enjoyable, it is rarely accurate—at least 
without investing a large amount of time 
in the process. There are some methods 
that will help you be truly accurate. 

We will be working from photo¬ 
graphs. The techniques you wall learn 
here can then be used later when 
drawing from life. Working with 
photographs affords us many luxuries. 
It allows us time to really study the 
subject we are drawing, without fear of 
the position and lighting changing. It 
gives us the ability to edit the picture 
by enhancing certain elements while 
eliminating others altogether. But most 
important of all, it makes it possible for 
us to graph, or project, our beginning 
outline. This will give us an accurate 
foundation for our drawing. 

While some artists will argue that 
graphing or obtaining an outline with 
the use of an opaque projector is 
“cheating,” I couldn’t disagree more. I 


teach my students both methods as a 
means of training their eyes to see 
shapes accurately. Being self-taught, 
this is one of the ways I honed my 
skills. I attribute my ability to freehand 
with a high degree of accuracy today to 
using the graph and projector repeat¬ 
edly early in my training. This repeti¬ 
tion of capturing shapes and seeing 
how one shape connects to another 
measurably increases your ability to 
freehand accurately. 

An opaque projector is a machine 
that uses a lightbulb to project the 
image of a photograph down onto the 
surface of your drawing paper. Often, I 
will check a student’s freehand ability 
with the projector. I take the photo¬ 
graph the student is drawing from and 
place it in the projector. I then project 
the image over the freehand drawing. 
By lining it up, the same size, over the 
drawing, all of the inaccuracies show 
up. The student then can analyze the 
errors and make the appropriate 
corrections. 

The ability to see shapes is due to 
our “perception.” Often, we will make 
the same types of mistakes in the accu¬ 


racy of our drawings, over and over 
again, without even realizing it. This is 
due to drawing from memory instead 
of really looking at our reference for 
the shapes. The graph and the projec¬ 
tor force us to see things a different 
way. This process makes us perceive 
things as shapes alone. The graph 
helps us view the shapes accurately by 
dividing the image into smaller, more 
manageable shapes. 



An empty graph of l-inch (2cm) squares. 
Enlarge template 227% to return to full size. 


Note— 

To draw an image larger, make the squares on 
your drawing paper larger than l-inch (2cm). 
You can reduce the size of something with this 
method also, by making the squares on your 
paper smaller than those on the photo. As 
long as the boxes are square, the shapes will 
be proportional. 
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Drawing From Graphed Photos—Red-Tailed Hawk 


To draw this red-tailed hawk 
accurately, I had the photo enlarged 
as a color copy. I then drew a 1-inch 
1 2 cm) grid over the top of it with a 
marker—the grid pattern helps 
reduce the photo’s subject matter into 
more manageable, easy-to-see shapes. 
If you have a large photograph, and 
do not want to mark on it, you can 
apply a transparent grid overlay on 
top of it. 

To draw from a graphed photo¬ 
graph, first very lightly apply a graph 
onto your drawing paper with a 
mechanical pencil. Apply the lines as 
light as possible, since they will need 
to be erased later. 

Concentrate on seeing things as 
just shapes. Draw the shapes you see 
within each square of the graphed 
photograph as close to the size, shape 
and placement as possible. Turn your 
paper upside down to make the 
image less recognizable—this will 
prevent you from drawing what a 
bird looks like from memory. 

Look at the small details of the 
hawk, such as the feathers, colors 
and markings. See these areas as 
shapes as well, and include them in 
your line drawing. When you are 
finished, your drawing will be a sim¬ 
ple outline of the major shapes, and 
will resemble the look of a map. That 
is exactly what this is—a map to 
guide you through your rendering. 

Finally, take a kneaded eraser and 
gently remove the graph lines. This 
drawing will be used later on page 50 
to practice drawing with Verithin 
pencils. To use it for the finished 
drawing later, it should be drawn on 
a sheet of Arctic White mat board 
oo. 3297. 



Photo reference. 


A copy of the photograph with a i-inch (2cm) 
graph applied. 




1m, 
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An accurate line drawing of the photo that has been drawn within a 
grid. The same size boxes were used. This will be used for a project on 
page 50. 
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American Kestrel 


The following examples provide 
photographs for you to draw from. 
They not only will be excellent prac¬ 
tice for your graphing skills, they will 
be used later in the book as full-color 
step-by-step projects. Be sure to use 
the paper recommended, because it is 
important to the final look of the 
drawing. 

Start this drawing of the kestrel 
by lightly drawing a grid of 1-inch 
(2cm) boxes on a piece of banana 
fiber or other speckled drawing paper. 
Remember: Draw this grid as lightly 
as possible. You do not want to 
damage the surface of the paper when 
you erase it later. Use the graphed 
photo as a guide, and draw the shapes 
of the falcon within each square as 
accurately as possible. 

Your line drawing should look just 
like mine when you are finished. Once 
again, I was sure to include the small 
details of the feathers, colors and 
markings. You will use this sketch for 
the Verithin colored pencils project on 
page 52. 


Note— 

Graphing can be used to enlarge or reduce the 
size of your subject. By placing larger squares 
on your drawing paper than are placed on 
the photo, your drawing size will be increased. 
Smaller squares will produce a smaller 
drawing. For accuracy be sure your boxes are 
perfect squares. 



Photo reference 



A copy of the photograph with a i-inch (2cm) 
graph applied. 


/. 







v.T- 

X 

1 















;\ 











i 

1 \ 









An accurate line drawing of the photo that has been drawn within a 
grid. The same size boxes were used. This will be used for a project 
on page 52. 
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Wood Duck 


I was amazed when I got this photo 
hack from the processor. It looks 
ilmost unreal, due to the soft color 
: the water, the distinct patterns of 
the water ripples and the extreme 
coloration of the duck itself. To me, it 
was the perfect candidate for draw¬ 
ing. I chose to draw this on a French 


Blue no. 972 piece of mat board 
because of the soft color of the 
background. 

This sketch will be used later for 
a Prismacolor drawing. This project 
is very colorful and vibrant, and 
Prism-acolor is the only pencil capa¬ 
ble of creating such vivid, smooth 


coloration. The example can be seen 
on page 60. 

This little guy has many detailed 
patterns to draw, so be sure to let the 
grid be your guide. Capture as much 
information as possible in the draw¬ 
ing; it will make your job of adding 
the color much easier. 



^•oto reference 



A copy of the photograph with a l-inch (2cm) graph applied. 
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has been drawn within a grid. The same size 
boxes were used. This will be used for a 
project on page 60. 
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White Hawk 


This is a beautiful example of a white 
hawk. I love the way the light and 
shadows dance across its body. Its 
smooth, delicate textures and subtle 
color make it a wonderful example 
for drawing. 

This will be used later for a project 
using Prismacolor pencils on suede 
board. I chose this approach because 
the soft texture of the paper will be 
useful in creating the same softness 
seen on the bird. 

This suede paper, however, cannot 
be graphed on. Use a thin piece of 
typing paper to grid this line draw¬ 
ing. I will show you how to transfer 
it to the suede board later. When 
making your line drawing, look at all 
of the feather shapes and how they 
overlap one another. This informa¬ 
tion will be helpful when you apply 
the color. You can find this project 
on page 66. 



Photo reference. 


A copy of the photograph with a l-inch (2cm) 
graph applied. 
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An accurate line drawing of the photo that 
has been drawn within a grid. The same size 
boxes were used. This will be used for a 
project on page 66. 
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N?agull 


Ties, photo will be used for a project 
Beg the Studio pencils by Derwent. 
~7e smooth coloration of the seagull 
■2 be captured perfectly by a 
ner.ded technique. 

This line drawing should be placed 
’jc. 2 sheet of Cotman watercolor 
ssper. The fibrous texture of the 
ssp^r will enhance the blended tech- 
rc: ae, making it look very realistic. 
”te project can be found on page 72. 



Photo reference. 


A copy of the photograph with a i-inch (2cm) 
graph applied. 
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An accurate line drawing of the photo that 
has been drawn within a grid. The same size 
boxes were used. This will be used for a 
project on page 72. 
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Swan 


This photograph of a swan also has 
distinct shapes within the water rip¬ 
ples. The mirror reflections add a lot 
of interest to the picture. The graceful 
shape of the swan combined with 
those patterns makes for a good 
drawing. Later in the book, on page 


76,1 will show you how to turn this 
into a painting using Watercolor 
pencils. 

I have used the same Cotman 
watercolor paper as I did for the 
Seagull on page 33. Again, be sure 
your graph lines have been applied 


lightly. Heavy erasing will damage 
the paper’s surface, causing the water 
to “misbehave” later on. Be as accu¬ 
rate as possible in your shapes. Look 
how pretty the water reflections are. 



Photo reference. 


A copy of the photograph with a l-inch (2cm) graph applied. 



An accurate line drawing of the photo that 
has been drawn within a grid. The same size 
boxes were used. This will be used for a 
project on page 76. 
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Beaks, Feet & Feathers 


Before we begin the detailed draw¬ 
ings of entire birds, we need to 
understand some of the important 
features. When drawing a particular 
species, it is essential to capture the 
specific details of that particular bird. 
Each species has unique character¬ 
istics seen only with them, and cap¬ 
turing that type of detail will make 
your artwork look more authentic. 

One of the most recognizable 
features of many birds is the beak or 
bill. Beaks range in size, shape and 


color. Some seem highly useful and 
functional, while others seem merely 
decorative. 

The beak is used for many things, 
such as eating, catching prey, build¬ 
ing nests and self-defense. Here are a 
variety of bills and beaks. Study each 
one for its unique qualities. All of 
these drawings have been done with 
Prismacolor pencils due to the smooth, 
shiny surfaces of the beaks and the 
brilliant colors. 

While studying the various beaks, 


also look at the eyes. They, too. arc 
designed according to the bird's 
particular needs. Birds of prey, such 
as eagles, hawks and owls, have \ en¬ 
large eyes. They can see a moving 
target far off in the distance. Since an 
owl flies at night, its huge eyes alb -w 
light in, enabling it to navigate in the 
dark. 

All of these features make each 
bird different and gives you the artist, 
a wide variety of subjects to draw . 





BALD EAGLE OWL 

This large, hooked beak is used for killing and shredding its prey. The The owl has a smaller version of the hooked beak. It. too. s a 

large eye allows the eagle to see far off in the distance. eater that uses its beak to shred. 
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COCKATOO 

This is what is called a “cracker" bill. It is 
designed for cracking open seeds and nuts. 


SPOONBILL 

This handy tool is designed for scooping 
things up from the bottoms of streams and 
rivers, and sweeping through the water 
looking for food. 


CHICKEN 

This beak is used for pecking the dirt and 
cracking seeds. 




TUFTED PUFFIN RED-TAILED HAWK 

This colorful beak is quite useful for catching fish underwater. This has a similar shape and function as the eagle’s beak. The hawk 

and the eagle are both considered to be birds of prey. 
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FLAMINGO 

The flamingo has a very decorative beak, which also serves as a toe 
for catching fish. 


SNIPE 

This beak is designed to poke and probe through the sand looking for 
tasty morsels. 


PELICAN 

This bill is used as a huge net to scoop up fish from the water. 


A % 


TOUCAN 

This brightly colored bill is more for decoration and courting mates 
than for eating purposes. A toucan is a fruit eater. 
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Feet 


Another important feature that varies 
from bird to bird is the feet. Just like 
the beaks and eyes, the feet are 
adapted to aid with certain jobs and 
behaviors. Study the examples here, 
and you can see how similar, yet how 
different each type of foot appears. 
Refer back to the photographs of the 
rhea and the flamingo on page 27. 
The rhea has much thicker legs and 
has larger feet designed for running. 
The flamingo has slender legs and 
webbed feet designed for walking 
and swimming in water. 


This is a foot used for perching. This is the 
foot of a robin. 




The robin’s long hind toe gives the bird the 
ability to tightly grasp a branch. 



Often the fourth toe is not seen when holding 
a branch. 


This foot is designed for scratching. The back 
toe is much shorter than on a perching foot, 
and the three toes in front resemble a rake. 
You would see feet like this on a chicken or 
pheasant. 
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This is a grasping foot seen on large birds of This is a climbing foot seen in tree dwellers, 

prey. It gives them the ability to fly down and such as swifts and woodpeckers, 

snatch up their victims. 


This webbed foot is seen on all waterfowl and 
provides a paddle to help the bird propel 
through the water. 


This running foot has three toes instead of 
four. Emus, rheas and killdeer all have these 
three-toed feet. An ostrich is the only bird 
with two toes. 


Note— 

The legs of birds will vary in length. Birds of 
the air and birds that climb have shorter legs 
Many ducks have short legs, for swimming. 
Birds that run fast or wade through water have 
the longest legs. 
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Feathers 


Naturally, when you think of a bird, 
you think of feathers. They are what 
make a bird fly and what keep it 
warm or cool. They help attract 
attention or camouflage a bird 
completely. Feathers can be long 
or short, hard or soft. They can be 
riddled with patterns and markings 
or a solid color. 

When I see a large feather, such as 
the top one shown here, I always 
think of an ink well. Long ago, large 
feather quills were used as writing 
utensils because the long shaft of the 
feather or quill is hollow. By placing 
a small opening in the side of the 
quill and piercing a tiny hole in the 
end, the quill could be dipped in ink 
and it would flow as in a regular 
fountain pen. It is the hollow quill 
that makes the feather lightweight 
and suitable for flying. 

A feather has important details 
that you must understand before you 
can draw one convincingly. To me, 
feathers resemble the formation of a 
leaf or fern. The web of the feather 
comes out from the center quill, 
producing a flat vane on either side. 
The vane is made up of hundreds of 
parallel branches. Things called 
hooklets, or barbs, hold this web, or 
vane, together. This is what makes 
the feathers resistant to the air, 
keeping the bird in flight. Without 
the web, air would pass through the 
feather, like it would with fur or hair. 
Flying would then be impossible. 



QUILL FEATHER 




CONTOUR FEATHERS Feathers overlap on a bird, much like 

Found on the body of the bird, contour shingles on a roof. 

feathers hug the body and act as a coat for 

protection and insulation. The fuzzy area at 

the base of the feather is called the down and 

is found beneath the outer feathers. On 

waterfowl, such as ducks and geese, down is 

what keeps them warm. Feathers are very 

water-resistant. Watch a duck in the water, 

and you will see water roll right off it. 


40 Drawing in Color: Birds 










The overlapping feathers can be seen clearly in this drawing of an owl. 
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Foreshortening 


Sometimes when observing birds, 
you’ll notice that the length of the tail 
appears distorted. When the feathers 
are projecting toward us the angle 
causes the length of the tail to be 



V 


Notice how the soft feathers of the chest 
blend together, and the individual feathers 
cannot be seen. From this view, you can see 
the entire length of the tail. Compare it to the 
cylinder shape shown above. 


visually shortened. This is called 
foreshortening. Look at the three 
sparrows shown here, and notice 
how the varying positions create 
different amounts of foreshortening. 



This view shows three distinct rows of 
feathers. The long ones at the tips of the 
wings are called primaries, and are flight 
feathers. The next row, closer to the body, are 
called secondaries. The smaller feathers that 
cover the base of the larger ones are called 
coverts. This angled view distorts the length 
of the tail, giving it a shorter appearance. The 
cylinder above shows the tail position and 
perspective. 


These birds all have similar tails. 
They just seem different due to the 
positionings. Remember to look for 
foreshortening whenever you draw 
something that is long in shape. 



This back view completely alters the 
perspective. The length of the tail feathers 
is completely lost. See the cylinder above for 
the position. 
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Feathers in Flight 


The most important function of 
feathers is to aid in the flying process. 
Look at the outstretched wings of 
this parrot in flight. You can clearly 
see the three layers of wing feathers 
as I described before. Look at how 
the feathers overlap and splay out at 
the tips. These wings are good for 
short distances and flying from tree 
to tree. 

The wings of seagulls look totally 
different. Their feathers are closer 
together, and their wings are much 
longer. They are designed for gliding 
and soaring along the air currents. 
They are also used for diving. 




GREAT HORNED OWL 

Prismacolor and Verithin pencils on no. 903 Soft Green mat board 
12" x 16" (30cm x 41cm) 


COCKATI EL 

Prismacolor pencils on Green Marble paper 
9" x 12" (23cm x 30cm) 


COLORS USED 

Bird: Dark Brown, Sienna Brown, Yellow 
Ochre, Terra Cotta, Canary Yellow, Black 
and White. 

Background: Turquoise, Grass Green and 
Cool Gray 50% Verithin. I used the 
Turquoise pencil to reflect the blue tones 
into the beak and face. 


COLORS USED 

Bird: Deco Yellow, Mahogany Red, Dark 
Brown, Poppy Red, Yellow Ochre, Terra 
Cotta, Black and White. 

Branch: Terra Cotta and Dark Brown. 


Note— 

To enhance the depth of tone in the marble of 
the paper, I deepened certain areas with a Dark 
Green Verithin pencil. You can see it around 
the face. 


Note— 

For the texture and pattern of these feathers, I 
used a looser approach by leaning my pencil 
more on the side. 


Prismacolor Pern 
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Creating an Entire Scene 


Sometimes I like to create an entire 
scene along with the bird, for a total 
composition. These two examples 
show what can be created. 

This drawing of a cardinal depicts 
a winter mood, by contrasting the 
bare, white limbs against the black 
background. The bright red of the 
cardinal stands out against the neu¬ 
tral tones of black and white. Look 
closely at the texture of the bird, and 
you can see where once again, I have 
used the craft knife to scrape in small 
details and textures. 

The white color of this egret 
stands out against its much brighter 
surroundings. By including the total 
scene along with your bird illustra¬ 
tion, you create more than just what 
the bird looks like; you can tell the 
viewer more about how it lives and 
what it does. 



CARDINAL IN THE WINTER 
Prismacolor pencils on no. 1008 Ivory mat board 
8" x to" (20cm x 25cm) 


COLORS USED 

Poppy Red, Tuscan Red, Scarlet Lake, 
Peach, Black and White. 



COLORS USED 

Bird: White, Clay Rose, Crayed Lavender, 
Cloud Blue, Dark Brown, Canary Yellow, 
Golden Yellow, Orange, Sand and Black. 
Foliage: Spring Green. Apple Green, Olive 
Green, Chartreuse, Limepeel, Dark Brown, 
Deco Yellow, Yellow Chartreuse, Black and 
White. 

Background: Cloud Blue, Lavender, True 
Blue, Parma Violet and White. 

Wood deck: Dark Brown, Sienna Brown, 
Black and White. 


Note— 

To make the cardinal and the white, wintery 
limbs stand out, I filled in the background with 
Black. I then sprayed the entire drawing with a 
heavy application of glpss varnish to make it 
look shiny. 


EGRET 

Prismacolor pencils on no. 32^7 
Arctic White mat board 
12" x 16" (30cm x 41cm) 
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Working on Black Paper 





One of-the most interesting charac¬ 
teristics of Prismacolor is that it is 
opaque and brilliant enough to use on 
black paper. The next two examples 
show how striking this effect can be. 

This swan is one of my favorite 
drawings. The black swan was at our 
lpcal petting zoo and was quietly- 
resting in the cool grass. I think he is 
just beautiful with the greens and 
blues reflecting off of his sunlit 
feathers. Look how vibrant the 
orange color of his heak appears in 
contrast to the rest of the drawing. 

A tint of orange is actually reflecting 
onto his beautiful neck. The bright 
greens of the grass show up nicely 
against the black paper. 

My rooster looks very colorful 
against the black paper here. Can 
you see the difference in texture when 
compared to the swan? This was 
done on Raven Black mat board no. 
989. It has a slight texture to it. You 
can also get it without the texture. 



COLORS USED 

Swan: Aquamarine, Grayed Lavender, 
Burnt Ochre, Peach, Cool Gray 50%, Black 
and White. 

Crass: True Green, Apple Green, 
Aquamarine and White. 

Ground: Burnt Ochre. 


A RESTING BLACK 
Prismacolor pencils on Black Artagain paper 
12" x 18" (30cm x 46cm) 


COLORS USED 

Bird: Poppy Red, Peach, Tuscan Red, Terra 
Cotta, Sand, Carmine Red, Light Peach, 
Sienna Brown, Yellow Ochre, Cream, Black 
and White. 

Background: Turquoise. 

Ground: Terra Cotta, Cream, Peach, Deco 
Aqua and White. 


ROO- 5 TER ON BLACK 
Prismacolor pencils on no. 989 
Raven Black mat board 
12" xi 6" (30cm x 41cm) 
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Drawing a Wood Duck Step-by-Step 



Using the line drawing from page 31, let’s draw the wood duck. Study 
the original photograph carefully, and be sure your details are accurate. 



0/ 


I This wood duck has beautiful red eyes. I drew them 
I in with Poppy Red; 1 also placed Poppy Red into the 
small area on the bill. Whenever you are drawing some¬ 
thing that has a wide range of colors, it is better to begin 
placing the lighter colors first. Fill in the areas you see 
here with White first, then fill the next areas with Sand. 
The area under the tail is Terra Cotta. Terra Cotta was 
also used in the water reflection for the eye and bill. Place 
Bronze into the ripple shapes of the water. 


COLORS USED 

Poppy Red, White, Sand, Terra Cotta, 
Bronze, Peacock Blue, Parrot Green, 
Tuscan Red, Olive Green, Black, Periwinkle 
and Mediterranean Blue. 


'I 



2 Add Peacock Blue to the top of the head, wing tip 
and along the back. Then add Parrot Green to the 
head, and burnish it into the existing blue. Place Tuscan 
Red into the chest area overlapping the Sand color. This 
makes the two colors blend together, giving the Tuscan 
Red a milky look. Below the duck, place Olive Green 
into the water and into the eye area of the reflection. I 
separated the side of the duck from its reflection by using 
a line of White to represent the water edge. 


Note— 

Remember, reflections are never as bright as 
the main subject. 
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3 Now that the lighter coii >rs 
been put in place, it is time t 
in the Black in the head, the pup r 
the eye and the dark shapes on th 
bill. Overlap the existing color' in 
chest with Black. In the water he 
I started to create the blue ripples 
with a combination of Periwinkle 
and Mediterranean Blue. 



4 Adding the Black makes ever 
thing stand out and completes the 
drawing. You must blend the e rs 
to make your drawing look real It all 
of the colors were separate, it w. mid 
look like a coloring book. Snide h 1 
I burnished and blended the c< >1 
into one another. The colors i >t the 
head blend into the Black. B\ c > 
back into the Black with the . I 
used before—Parrot Green and 
Peacock Blue—the image soften- 
The Sand has been burnished mt 
the Black on the chest and the Ixns. 
making those colors seem softer 
Look at the head being reflected int 
the water. Can you see how I bur¬ 
nished the ripples with VC hire : 
smear the edges, making them 1 
more like reflections? 


6 » 
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Prismacolor Pencils 
on Suede & Velour 


We learned in the previous chapter 
how vivid and brilliant color can be 
when you use Prismacolor pencils. 
Their waxy composition allows colors 
to burnish and blend together, almost 
giving the look of an oil painting. But 
did you know that they could also 
produce a soft, pastel-like quality? 

Study these two value scales. The 
one on the left is Prismacolor on reg¬ 
ular mat board. The color is deep and 
rich. The second one has been drawn 
with the same pencil, but this time it 
has been applied to a piece of suede 
mat board. The difference is obvious. 


There are two surfaces that I use 
to achieve this soft effect. One is 
suede mat board and the other is 
velour paper. Velour paper has actu¬ 
ally been around for a long time. It 
was originally designed to be used 
with pastels. Suede mat board is 
made to be cut into mats for framing. 
I find that it has a beautiful surface 
for drawing, and 1 use it often for 
both Prismacolors and pastels. 

Both suede board and velour 
paper have a fuzzy knap to them. 

The surface closely resembles a velvet 
fabric. The soft knap makes the pig¬ 


ment of the Prismacolor pencils fan 
out on its surface, diffusing the color 
into a smooth pastel appearance. 
Working on these surfaces is not a 
difficult technique to master. It 
requires a light touch and an even 
application of pencil, much like that 
of the Verithin technique. The result 
is a very smooth look, with no visible 
pencil lines. 

Because these papers are so soft, 
burnishing is not suitable, except in 
very small areas, such as the pupil of 
the eye. 



A value scale drawn with Prismacolor pencils on regular mat board. It A value scale drawn with Prismacolor pencils on suede mat board. It 
has a deep, vivid appearance. has a soft, pastel-like appearance. 
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Drawing a Red-Tailed Hawk Step-by-Step 


Now you are ready to start your own 
project. Follow the step-by-step 
directions carefully. Using the line 
drawing from page 29, let’s draw the 
red-tailed hawk together. 



Carefully examine the original photograph for 
the details of the hawk. Make sure that you 
have captured all of the shapes accurately. 
Refresh your memory by referring back to the 
graph exercise on page 29. 


COLORS USED 

Golden Brown, Terra Cotta, Cool Gray 
70%, Dark Brown, Light Blue and no. l 
Negro. 





I Once you are sure of the accu¬ 
racy, you can remove your graph 
lines with the kneaded eraser and 
begin to add the tones. I always start 
my renderings with the eyes. The eyes 
hold all of the life and personality of 
the bird. By doing them first, I get the 
feeling of a living creature right away. 
I drew these eyes using Golden Brown 
and Terra Cotta, along with black. I 
first filled the colored areas of the eye 
with the Golden Brown and then 
added the Terra Cotta to the edge. 
The lightest area of the iris is the tone 
of the paper showing through. To 
make the pupil of the eye as deep as 
possible, I used a no. 1 Negro pencil. 

With the same black pencil, I then 
began to add some of the dark shadow 
areas around the eye, under the beak 
and to the body of the bird. When 
your drawing looks like mine, you 
can proceed to the next step. 



2 With the same Golden Brown 
we used for the color of the eye, 
begin a light application of tone to 
the head and chest. Go over the 
black you have already applied. 
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4 With Dark Brown, go over the 
Terra Cotta. Continue building 
the shapes of the feathers. Can you 
see how dimensional it is now begin¬ 
ning to look? Also, can you see how 
the three colors we layered can all 
still be seen? Keep adding the Dark 
Brown until your drawing looks like 
mine. With more Terra Cotta, add 
the patterns on the chest. 


3 With Terra Cotta, go lightly over 
the Golden Brown. This is the 
stage where you develop the shapes 
of the contour feathers. With Cool 
Gray 70%, lightly color in the shad¬ 
ows of the beak. 


5 Now for the final touches. Use 
the Cool Gray 70% to create 
the shadow on the lower portion of 
the chest. This makes the bird look 
rounded. Then, with Light Blue, add 
a hint of color to the head, beak and 
throat. This gives the illusion of the 
sky color reflecting off of the hawk. 
Beautiful! 



S' 


\eriihin Pem 



Drawing an American Kestrel Step-by-Step 


Since Verithin pencils are one of my 
favorites for drawing birds, I’ve 
included another project for you. 
This one will give you practice draw¬ 
ing an entire bird. Let’s go back to 
the line drawing from page 30 and 
draw the American kestrel together. 


COLORS USED 

Golden Brown, Terra Cotta, Light Blue, 
Dark Brown, Indigo Blue, True Green, Dark 
Green, Black and no. i Negro. 



Review the original photo, and check your 
line drawing for accuracy. Once you are sure 
you have captured all of the details, you can 
remove your graph with the kneaded eraser. 
This little guy has a lot more patterns and 
details to capture, so take your time. 


> A 

4 





1 Again, I started with the eye to 
capture the life of the bird. For 
this I used my no. 1 Negro pencil. 

The highlight in the eye is the paper 
showing through. This bird has no 
other color in its eye. 

With Golden Brown, lightly apply 
some color to the body of the bird. It 
is the same approach we used for the 
drawing of the red-tailed hawk. This 
bird has a white area on the chest; so 
don’t fill it in all the way. Leave some 
paper exposed. Take some of the same 
color down into the legs and feet. 


2 With Terra Cotta, go over the 
Golden Brown to deepen the 
coloration. You will still see the 
Golden Brown underneath. Apply 
some Terra Cotta to the wing area 
to act as a base color. 
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4 Build up the blue color of the 
head and wing by adding Indigo 
Blue on top of the Light Blue. Streak 
a little of the Indigo Blue into the 
chest area also. With the no. 1 Negro 
pencil, begin adding in the dark 
patterns of the bird. Be sure you 
accurately place them. These mark¬ 
ings are important to the species. 


3 With Light Blue, add some color 
to the top of the head, base of 
the beak, throat area and wing. With 
Dark Brown, add some shadows to 
the chest, wing, legs and feet. The bird 
is now taking on some dimension. 


5 To finish the drawing, add a 
light touch of Dark Brown into 
the background directly behind the 
bird. Add some green to the areas 
below with a combination of True 
Green and Dark Green. The shadow 
area below the bird was created with 
the Black Verithin pencil. 



Verilhin Pencils 



Prismacolor Pencils 


While Verithin pencils offer a subtle 
look, sometimes you may want to 
create a brighter, bolder statement in 
your work. Prismacolor pencils are 
designed for just that. Study these 
value scales, and you can see how 
different the two pencils look. 

Look at this beautiful drawing my 
student drew. It was drawn from a 
picture she took while on a trip out 
of the country. Look at the vivid colors 
and details. She captured it perfectly. 
It looks almost like a photograph. It 
is this heavy buildup of color and the 
ability to capture sharp detail such as 
this that make Prismacolors so unique. 

When I look at the photo refer¬ 
ences I have, each one may need to 
be drawn differently. To draw the 
toucan on the next page, Prismacolor 
was my only choice—no other pencil 
would capture such vibrant colors. 
Look at how smooth and shiny the 
beak appears. The waxy formulation 
of these pencils is perfect for depict¬ 
ing this type of surface. They are also 
good for creating interesting back¬ 
grounds. This one was created by 
heavily applying a number of colors 
in a horizontal fashion. This tech¬ 
nique of building up color like this is 
called burnishing. It is the process of 
blending one color into another 
using the lighter color to soften them. 


A value scale drawn in Verithin pencils. 


A value scale drawn in Prismacolor pencils. 





ON THE FOUNTAIN 

Prismacolor pencils on no. 1008 Ivory mat board 
16“ x 20" (41cm x 51cm) 

Artist: Abby Bowden 
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Because of the large amount of 
wax in these pencils, you may notice 
a haze forming on your work. The 
wax rises to the surface causing the 
milky look. Do not be alarmed. You 
are doing nothing wrong. Lightly 
rubbing it with your finger or a tissue 
will make it disappear temporarily. 
However, when you are finished with 
your work, you must spray it with a 
fixative to eliminate the haze perma¬ 
nently. You can choose a matte spray, 
which will not be noticeable, or a 
gloss varnish which will make your 


work look shiny. I use both, depend¬ 
ing on the subject and how I want it 
to look. 

This little puffin below has lovely 
white areas, which this pencil cap¬ 
tured beautifully. I chose Artagain 
paper in Storm Blue for this drawing, 
as it offered just the right amount of 
contrast. 

Prismacolor is also a good pencil 
for building up colors and depicting 
white and black area. I like to tell my 
students,“Black isn’t black, and white 
isn’t white!” Both of them require the 


addition of other colors to make 
them appear dimensional. This is true 
for any color or surface. Anything 
that is filled in with one continual 
tone will appear flat. Look at the 
white area of this bird. Can you see 
all of the different colors reflecting up 
into it? I particularly like the way the 
colors of the feet are bouncing up 
onto its chest Look at the areas of 
black. Can you see the subtle high¬ 
light areas? These lighter areas make 
the puffin look rounded. 



TOUCAN 

Prismacolor pencils on no. 1008 Ivory mat board 
8" x 10" {20cm x 25cm) 



PUFFIN 


Prismacolor pencils on Storm Blue Artagain paper 
9" x 12" (23cm x 30cm) 
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Prismacolor Examples 


The following examples were all 
done with Prismacolor pencils, utiliz¬ 
ing different techniques, papers and 
approaches. Look at the different 
ways the pencil was used to create 
the special look of the specific bird. 

This quail was harder to draw 
than it looks. The feather patterns on 
the chest and neck were difficult to 
capture. However, it is this type of 
detail that is necessary for realism. 
Notice how a reflection of color can 
be seen on top of the white. Because 


of the very smooth surface of the 
quail, I used a heavy, burnished 
approach. 

This cockatiel was also created 
with a heavy, burnished approach. 
The Green Marble paper added an 
interesting look. Since this particular 
paper was from a stationary store, it 
has a different surface than the mar¬ 
ble art paper. Look closely and you 
can see it has a linen look to it, which 
showed through into the drawing. I 
further enhanced this textured look 



by using a craft knife and scraping 
small details into the feathers and 
tree limb. To help the bird stand out 
against the background, I deepened 
the darker areas of the marble paper 
with a Dark Green Verithin pencil. 

I created this great horned owl by 
combining both Prismacolor and 
Verithin pencils. The even layering of 
the background contrasts against the 
heavy application on the bird. You 
can see how well the two types of 
pencils work together. 


Note— 

To contrast against the heavy technique used 
to draw the bird, I lightened my touch and 
drew in the ground with a layered approach. 


QUAIL 

Prismacolor pencils on Brown Marble paper 
9" x 12" (23cm x 30cm) 


COLORS USED 

Cerulean Blue, Parma Violet, Grayed 
Lavender, French Gray 90%, Deco Yellow, 
Orange, Dahlia Purple, Black and White. 
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GREAT HORNED OWL 

Prismacolor and Verithin pencils on no. 903 Soft Green mat board 
12" x 16" (30cm x 41cm) 


COCKATI EL 

Prismacolor pencils on Green Marble paper 
9" x 12" (23cm x 30cm) 


COLORS USED 

Bird: Dark Brown, Sienna Brown, Yellow 
Ochre, Terra Cotta, Canary Yellow, Black 
and White. 

Background: Turquoise, Grass Green and 
Cool Gray 50% Verithin. I used the 
Turquoise pencil to reflect the blue tones 
into the beak and face. 


COLORS USED 

Bird: Deco Yellow, Mahogany Red, Dark 
Brown, Poppy Red, Yellow Ochre, Terra 
Cotta, Black and White. 

Branch: Terra Cotta and Dark Brown. 


Note— 

To enhance the depth of tone in the marble of 
the paper, I deepened certain areas with a Dark 
Green Verithin pencil. You can see it around 
the face. 


Note— 

For the texture and pattern of these feathers, I 
used a looser approach by leaning my pencil 
more on the side. 
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Creating an Entire Scene 


Sometimes I like to create an entire 
scene along with the bird, for a total 
composition. These two examples 
show what can be created. 

This drawing of a cardinal depicts 
a winter mood, by contrasting the 
bare, white limbs against the black 
background. The bright red of the 
cardinal stands out against the neu¬ 
tral tones of black and white. Look 
closely at the texture of the bird, and 
you can see where once again, I have 
used the craft knife to scrape in small 
details and textures. 

The white color of this egret 
stands out against its much brighter 
surroundings. By including the total 
scene along with your bird illustra¬ 
tion, you create more than just what 
the bird looks like; you can tell the 
viewer more about how it lives and 
what it does. 



CARDINAL IN THE WINTER 
Prismacolor pencils on no. 1008 Ivory mat board 
8" x to" (20cm x 25cm) 


COLORS USED 

Poppy Red, Tuscan Red, Scarlet Lake, 
Peach, Black and White. 



COLORS USED 

Bird: White, Clay Rose, Crayed Lavender, 
Cloud Blue, Dark Brown, Canary Yellow, 
Golden Yellow, Orange, Sand and Black. 
Foliage: Spring Green. Apple Green, Olive 
Green, Chartreuse, Limepeel, Dark Brown, 
Deco Yellow, Yellow Chartreuse, Black and 
White. 

Background: Cloud Blue, Lavender, True 
Blue, Parma Violet and White. 

Wood deck: Dark Brown, Sienna Brown, 
Black and White. 


Note— 

To make the cardinal and the white, wintery 
limbs stand out, I filled in the background with 
Black. I then sprayed the entire drawing with a 
heavy application of glpss varnish to make it 
look shiny. 


EGRET 

Prismacolor pencils on no. 32^7 
Arctic White mat board 
12" x 16" (30cm x 41cm) 
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Working on Black Paper 





One of-the most interesting charac¬ 
teristics of Prismacolor is that it is 
opaque and brilliant enough to use on 
black paper. The next two examples 
show how striking this effect can be. 

This swan is one of my favorite 
drawings. The black swan was at our 
lpcal petting zoo and was quietly- 
resting in the cool grass. I think he is 
just beautiful with the greens and 
blues reflecting off of his sunlit 
feathers. Look how vibrant the 
orange color of his heak appears in 
contrast to the rest of the drawing. 

A tint of orange is actually reflecting 
onto his beautiful neck. The bright 
greens of the grass show up nicely 
against the black paper. 

My rooster looks very colorful 
against the black paper here. Can 
you see the difference in texture when 
compared to the swan? This was 
done on Raven Black mat board no. 
989. It has a slight texture to it. You 
can also get it without the texture. 



COLORS USED 

Swan: Aquamarine, Grayed Lavender, 
Burnt Ochre, Peach, Cool Gray 50%, Black 
and White. 

Crass: True Green, Apple Green, 
Aquamarine and White. 

Ground: Burnt Ochre. 


A RESTING BLACK 
Prismacolor pencils on Black Artagain paper 
12" x 18" (30cm x 46cm) 


COLORS USED 

Bird: Poppy Red, Peach, Tuscan Red, Terra 
Cotta, Sand, Carmine Red, Light Peach, 
Sienna Brown, Yellow Ochre, Cream, Black 
and White. 

Background: Turquoise. 

Ground: Terra Cotta, Cream, Peach, Deco 
Aqua and White. 


ROO- 5 TER ON BLACK 
Prismacolor pencils on no. 989 
Raven Black mat board 
12" xi 6" (30cm x 41cm) 
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Drawing a Wood Duck Step-by-Step 



Using the line drawing from page 31, let’s draw the wood duck. Study 
the original photograph carefully, and be sure your details are accurate. 



0/ 


I This wood duck has beautiful red eyes. I drew them 
I in with Poppy Red; 1 also placed Poppy Red into the 
small area on the bill. Whenever you are drawing some¬ 
thing that has a wide range of colors, it is better to begin 
placing the lighter colors first. Fill in the areas you see 
here with White first, then fill the next areas with Sand. 
The area under the tail is Terra Cotta. Terra Cotta was 
also used in the water reflection for the eye and bill. Place 
Bronze into the ripple shapes of the water. 


COLORS USED 

Poppy Red, White, Sand, Terra Cotta, 
Bronze, Peacock Blue, Parrot Green, 
Tuscan Red, Olive Green, Black, Periwinkle 
and Mediterranean Blue. 


'I 



2 Add Peacock Blue to the top of the head, wing tip 
and along the back. Then add Parrot Green to the 
head, and burnish it into the existing blue. Place Tuscan 
Red into the chest area overlapping the Sand color. This 
makes the two colors blend together, giving the Tuscan 
Red a milky look. Below the duck, place Olive Green 
into the water and into the eye area of the reflection. I 
separated the side of the duck from its reflection by using 
a line of White to represent the water edge. 


Note— 

Remember, reflections are never as bright as 
the main subject. 
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3 Now that the lighter coii >rs 
been put in place, it is time t 
in the Black in the head, the pup r 
the eye and the dark shapes on th 
bill. Overlap the existing color' in 
chest with Black. In the water he 
I started to create the blue ripples 
with a combination of Periwinkle 
and Mediterranean Blue. 



4 Adding the Black makes ever 
thing stand out and completes the 
drawing. You must blend the e rs 
to make your drawing look real It all 
of the colors were separate, it w. mid 
look like a coloring book. Snide h 1 
I burnished and blended the c< >1 
into one another. The colors i >t the 
head blend into the Black. B\ c > 
back into the Black with the . I 
used before—Parrot Green and 
Peacock Blue—the image soften- 
The Sand has been burnished mt 
the Black on the chest and the Ixns. 
making those colors seem softer 
Look at the head being reflected int 
the water. Can you see how I bur¬ 
nished the ripples with VC hire : 
smear the edges, making them 1 
more like reflections? 


6 » 
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Prismacolor Pencils 
on Suede & Velour 


We learned in the previous chapter 
how vivid and brilliant color can be 
when you use Prismacolor pencils. 
Their waxy composition allows colors 
to burnish and blend together, almost 
giving the look of an oil painting. But 
did you know that they could also 
produce a soft, pastel-like quality? 

Study these two value scales. The 
one on the left is Prismacolor on reg¬ 
ular mat board. The color is deep and 
rich. The second one has been drawn 
with the same pencil, but this time it 
has been applied to a piece of suede 
mat board. The difference is obvious. 


There are two surfaces that I use 
to achieve this soft effect. One is 
suede mat board and the other is 
velour paper. Velour paper has actu¬ 
ally been around for a long time. It 
was originally designed to be used 
with pastels. Suede mat board is 
made to be cut into mats for framing. 
I find that it has a beautiful surface 
for drawing, and 1 use it often for 
both Prismacolors and pastels. 

Both suede board and velour 
paper have a fuzzy knap to them. 

The surface closely resembles a velvet 
fabric. The soft knap makes the pig¬ 


ment of the Prismacolor pencils fan 
out on its surface, diffusing the color 
into a smooth pastel appearance. 
Working on these surfaces is not a 
difficult technique to master. It 
requires a light touch and an even 
application of pencil, much like that 
of the Verithin technique. The result 
is a very smooth look, with no visible 
pencil lines. 

Because these papers are so soft, 
burnishing is not suitable, except in 
very small areas, such as the pupil of 
the eye. 



A value scale drawn with Prismacolor pencils on regular mat board. It A value scale drawn with Prismacolor pencils on suede mat board. It 
has a deep, vivid appearance. has a soft, pastel-like appearance. 
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Suede Board & Velour Paper Compared 


So what is the difference between 
suede board and velour paper? Look 
at these two birds and you will see. 
The parrot on the red background 
was drawn on a suede board called 
Garnet. You can see a swirled pattern 
ingrained in the surface, giving it a 
mottled look. Suede board is avail¬ 
able in many colors, and all of them 
have this swirled texture. 

The red bird on the white back¬ 
ground has been drawn on velour 
paper. It has an even surface, with no 
pattern or irregular texture. The tex¬ 


ture of this paper is a bit rougher 
than that of the suede board, which 
seems much smoother to the touch. 

You can see how both papers help 
create and replicate the softness of 
the birds. By using a lighter touch on 
certain areas, such as the red bird’s 
belly, the paper comes through, giv¬ 
ing the illusion of fluffiness. Because 
the pigment of the pencils remains on 
the outer surface of the paper, it is 
also possible to lift light areas out 
with a kneaded eraser. It is very user- 
friendly. Do not, however, use the 


typewriter eraser. This will damage 
the knap of the paper. 

Extremes, such as burnishing or 
using white on dark paper, do not 
work very well with these papers. 
Burnishing will destroy the surface of 
the paper if done over large areas. 
Also, white does not cover dark paper 
well. It has a tendency to become 
flaky looking. If there is a lot of white 
in your drawing, start with a white 
paper and let the color come through 
instead of adding it. 



POLLY - 

Prismacolor pencils on COLORS USED 
Carnet suede mat 

board Poppy Red, Crimson Red, Tuscan Red, 

8" x 10" (20cm x 25cm) Canary Yellow, True Blue, Black and White. 



STUDY IN RED 
Prismacolor pencils on 
White velour paper 
8" x 10" (20cm x 25cm) 


COLORS USED 

Bird: Crimson Red, Tuscan Red, True Blue, 
Ultramarine Blue, Yellow Ochre, Black and 
White. 

Background: True Green, Dark Green, 
Indigo Blue and Deco Aqua. 

Branch: Yellow Ochre and Light Umber. 
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This little kestrel has a very soft appearance. 
Although there is a lot of color here, I used 
White velour paper, allowing the white of the 
paper to come through in the drawing. To 
achieve the dark background, I used many 
layers of Indigo Blue and Black to cover the 
White paper. Patience is the key here, since 
you have to use a light touch. 


COLORS USED 

Bird: Sienna Brown, Terra Cotta, Henna, 
Yellow Ochre, Indigo Blue, Ultramarine 
Blue, Blue Violet, Aquamarine and Black. 
Background: Indigo Blue, Dark Green and 
Black. 



AMERICAN KESTREL 

Prismacolor pencils on White velour paper 

10" x 14" (25cm x 36cm) 
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lis mockingbird shows an example of what 
ippens when you try to apply white on a 
irk background. This was drawn on a tan 
ece of velour paper. The White pencil on 
,p of it has a grainy look. If this were 
apposed to be a smooth surface, this would 
efinitely be a problem. However, due to the 
ixture of the bird’s chest, it actually helped 
reate the look I wanted. I added various 
hades of blue into the background to 
eparate the coloration of the bird from the 
an background. 


COLORS USED 

Bird: Dark Brown, Burnt Ochre, Light 
Umber, Yellow Ochre, Terra Cotta, Black 
and White. (Notice the grainy appearance 
of the White.) 

Background: Periwinkle, Aquamarine, 
Deco Aqua and Cool Gray 50%. 


MOCKINGBIRD 

Prismacolor pencils on Tan velour paper 
9" xt 2" (23cm x 30 cm) 
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Drawing a White Hawk Step-by-Step 


We will be using the photo and 
graphed drawing of the white hawk 
from page 32. As I mentioned before, 
you cannot graph your drawing on 
the suede board or velour paper. 
Those surfaces texture, cannot be 
easily erased. Remember though, 
light highlights can be lifted with a 
kneaded eraser. For this project we 
will be using White suede board. 

Earlier, I had you graph this 
drawing on a piece of copy or typing 
paper. Now, to transfer this drawing 
to your suede board, you must create 


your own carbon paper. Take your 
graphed drawing, and tape it draw¬ 
ing side down on a lightbox, sunlit 
window or television screen. You 
should now be able to see your 
drawing shining through. 

With a dull no. 2 pencil, trace 
your drawing with dark, bold lines. 
Be sure to draw everything. When 
you are finished, flip the drawing 
over and gently position it over your 
suede board. Do not move it around 
very much, as this will cause the 
graphite to smudge all over your 


paper. Tape the paper down firmly. 

With a sharper pencil this time— 
but not so sharp it will poke through 
the paper—redraw the image. Press 
hard enough to transfer the graphite 
from the other side onto the suede. 
You should now have a good line 
drawing transferred onto your paper. 
An alternative is to use an opaque 
projector. This will cast the photo’s 
image onto the paper, allowing you 
to trace the outline. 




Photo of a white hawk. 


COLORS USED 

Black. Cool Cray 50%. Yellow Ochre, True 
Blue, Cool Gray 70% and Cloud Blue. 


1 Start with the eyes to capture the 
essence of the bird, making it 
appear lifelike right away. For this, use 
only Black. Lightly sketch in some of 
the details of the beak area. Because 
this is a white bird on white paper, 
add some shading along the left side 
with Cool Gray 50% to separate it 
from the background. Be sure to use 
a very light touch for this; you do not 
want to see pencil lines. 


With the Cool Gray 50%, 
develop the feather patterns on 
the chest and wing of the hawk. Add 
some color to the background on the 
right side of the bird. 
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4 Add some True Blue into the 
chest feathers and onto the top 
of the head. Add some to the beak 
area also. With Cool Gray 70%, add 
more darkness under the beak and 
onto the wing tip. 


3 Add a light layer of Yellow 

Ochre over the wing area on the 
right. Place a small amount into the 
front of the face as well. With True 
Blue, go over the Cool Gray 50% 
and extend the background color. 
Again, be sure to use a light touch. 



5 To finish the hawk, soften the 
colors of the bird by layering 
Cloud Blue over the colors. This will 
make the other colors look less harsh. 
Also add Cloud Blue to the back¬ 
ground. This is a good example of 
how a great drawing can be done 
with very few colors. 
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Blending With 
Studio Pencils 


We have seen how various brands of 
colored pencils combined with differ¬ 
ent paper types can produce a variety 
of looks. There is one more brand 
that can be very versatile, producing 
soft, gradual color as well as deep, 
rich hues. This brand is called Studio 
pencils by Derwent. Studio pencils 
are clay-based instead of the wax 
type like Verithin and Prismacolor. 
This clay formulation makes them 
perform differently. Derwent also 
makes a thicker version of these 
pencils, called Artists pencils. 

Look at the value scale to the 
right. Notice how it is extremely dark 
and opaque at the beginning and 
fades into the white of the paper at 
the end. The first part of the scale has 
been applied with firm pressure, or 
burnished. The second half of the 
scale has been applied very lightly 
and then blended with a tortillion. 

When using Studio or Artists pen¬ 
cils, you need to remember one thing: 
When they are applied lightly to the 
paper, they will blend beautifully; if 
they are applied heavily, they will 
not. This drawing of a flamingo is a 
good example of both applications. 
Look at how dark and filled in the tip 
of the beak appears. I had no prob¬ 
lem at all creating its rich, smooth 
surface with Ivory Black and Chinese 


White. The eye was filled in with a 
firm application of Chrome Yellow. 

Now look at how soft the rest of 
the bird looks. To achieve this effect, 

I applied the colors very lightly, and 
blended the tones out with a tor¬ 
tillion. The color of the bird was 
created with Pale Vermilion and 
Deep Vermilion. I also used Burnt 
Carmine for the deep purplish tones 
seen in the nostril area, the shadow 
area on the beak and the shadow 
edge of the head and neck. The back¬ 
ground was created with Bottle 
Green and Aquamarine. 


fo 




A value scale drawn with Studio pencils. 


COLORS USED 

Bird: Pale Vermilion, Deep Vermilion, 

Burnt Carmine, Chrome Yellow, Ivory Black 
and Chinese White. 

Background: Bottle Green and 
Aquamarine. 


This flamingo is an example of what can be 
done with the Studio pencils, using both 
techniques as seen in the value scale above. 
To help create the fuzzy texture of the 
flamingo, I chose the Cotman watercolor 
paper for this drawing. 

FLAMINGO 

Studio pencils on Cotman watercolor paper 
12" x 16" (30cm x 41cm) 
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Blending Backgrounds 


The blended technique can also be 
done on a colored background. 

These bluebirds were drawn on a 
mat board called Candlelight no. 

908. It has a warm beige color. By 
using a toned background, the white 
areas of the birds stand out more. 
This blended technique combined 
with the heavy application of deep 
colors gives this method a high 
degree of realism. The contrasts in 
this drawing make it very impressive. 
The deep shadow seen inside the log, 


as well as the darkness seen on the 
birds, makes the light source in this 
picture very obvious. By blending 
some blue into the background, you 
get the feel of the sky behind them. 

This goldfinch was also drawn on 
a toned paper called Renewal paper 
by Strathmore. It, too, has strong 
contrasts between the soft, pale 
colors and extreme black. The soft 
addition of Turquoise Blue into the 
background finishes the drawing, 
which is now a nice composition. 


Note— 

All of these drawings have one thing in com 
mon: TVie light highlight areas have beer *ted 
with a typewriter eraser. This brand of penc d -e 
to its clay base, is easily softened and erasec 
The typewriter eraser is abrasive enough tc Oo 
this. You can use its pointed shape to dea- 
edges and actually draw light into your wort 

Don’t make the point too sharp though. - 

will just bend when you use it 



BLUEBIRDS 

Studio pencils on no. 908 Candlelight mat board 
10" x 12" (25cm x 30cm) 


GOLDFINCH 

Studio pencils on Renewal paper 
9" x 12" (23cm x 30cm) 
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Working With Dark Backgrounds 


The other wonderful characteristic 
that Studio pencils and Artists pencils 
have is that they can also be used on 
dark or black paper. Their pigment is 
opaque enough to cover the paper 
surface. But, unlike the Prismacolor 
examples on black that we saw on 
page 59, these pencils can be blended, 
for a softer look. 

This drawing of a robin and her 
offspring was created on Artagain 
paper in Gotham Gray. 1 was able to 
blend the blue tones into the gray 
color, creating a subtle background. 
Had I used a white paper, the back¬ 
ground would have been too bright. 
By using the darker paper, the white 
areas of the drawing are more dra¬ 
matic, creating a more realistic look. 

This drawing of a blue jay is 
another one of my favorites. It was 
done on a piece of Smooth Black mat 
board no. 921.1 love the way the 
black background makes the white 
stand out in the drawing. I also think 
the way the blue blends into the black 
in the background is a beautiful look. 
Compare this look to the rooster on 
page 59. Both of these drawings 
have similar features, but they look 
completely different due to the paper 
texture and the brand of pencils used 



to create them. 


COLORS USED 

Birds: Deep Chrome, Burnt Sienna, Middle 
Chrome, Burnt Carmine, Steel, Silver Cray, 
Ivory Black and Chinese White. 

Nest: Cold, Chocolate, Ivory Black and 
Chinese White. 

Background: Bottle Green, Jade Green, 
Turquoise Blue, Indigo Blue and Ivory Black. 


ROBINS’ NEST 

Studio pencils on Gotham Gray Artagain paper 
9"xi2 H (23cm x 30cm) 
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COLORS USED 

Bird: Kingfisher Blue. Blue Vioiet -a<e 
Dark Violet, Bronze. Ivory Blac< anc 
Chinese White. 

Tree limb: Copper Beech. Raw Sie^-a 
Green and Chinese White. 
Background: Kingfisher Blue anc 
Turquoise Blue. 
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